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The monastery of St- ca. 1144 (artwork in the public domain; photograph © Teodora Bozhilova)
The Claim: "Accessible Only to the Litterah'"
In his De administratione, Suger writes that he had a body of new windows made for his church, implying that it was a series that began (incipit) with a Tree of Jesse window (Fig. 3) Bernard takes up the same triadic hierarchy but, present-specific form of contemplation that seeks religious truth.66
Although he does not directly address art in this analysis, the emphasis he puts on the senses in his discussion and his generally remarkable awareness of the spectrum of issues involved in a particular subject suggest that, given the con text, his thought here could be understood to encompass art.
Part of this context is his recognition that the pope has a responsibility to both "the wise and the foolish," that is, to both the initiate and the uninitiate, precisely the same justi fication he used in the Apologia for the use of religious art within the secular Church.6 7 It is to this same uninitiate that unquestionably more advanced than the beginner or animal man of William. 8 o That is, it seems that Hugh, whose thought is strongly present in Suger's program, could affirm that even mental images impede the highest spiritual level but still find certain types of visual art to be within the intellectual/spiri tual parameters of the advanced canon regular and monk. In strong contrast to William's and Bernard's exclusionary views of monastic spirituality, this is an intellectual/spiritual cul ture in which art did have a place-not necessarily for all, and certainly not all the time, but it was a fr eer view of twelfth century institutional culture, whether canonial or monastic. How, then, might the monastic art of the early twelfth century be understood in the context of the situation I de scribe of a generally recognized use of art for the first level and a contested use for the second? To begin with, as William noted, even with the first spiritual level, art could be used inappropriately or appropriately. The gratuitous portrayals of monsters, animals, and nonreligious human figures singled out by Bernard in his fa mous criticism of monastic art in the Apologia were no longer acceptable as newly commissioned, major works of art at monasteries that claimed to be contem porary by the time of Suger's program. 81 As their gradual disappearance indicates, this would have included any num ber of recent works of art that undeniably claimed an under lying spiritual message-even ostensibly related to the acqui sition of the virtues-from such strikingly distracting images as the almost nocturnal depiction of spiritual struggle in the tonsured centaur-monk of the Moralia inJob manuscript fr om C1teaux, the monastery where Bernard was professed, to the extreme personifications of the Despair capital of the heavily sculpted abbey church ofVezelay, both so valued today (Figs.  13, 14) . 8 2 What would have been acceptable at this first level is the same sort of visual imagery described by William as allowable mental imagery for the animal man-representa tions of Christ's "humanity," such as his "birth, passion, and resurrection"-as well as that type of imagery so conspicuous by its absence in Bernard's Apologia, images of the Virgin, the saints, certain biblical scenes, and so on: in other words, exactly what we see in the Infancy of Christ window at St Denis, with its conceptually undemanding narrative of the nativity of Christ (Fig. 7) . 83 Certainly, at one place or another and at one time or another, many monasteries recognized the basic principles within monastic culture that advocated this mentality; the monastery of Cluny, for example, appar ently took this position as an institution long before Bernard and the Cistercians. The evidence suggests that not only did Cluny have no inappropriate imagery in its abbey church, but its cloister, that place reserved fo r the monks alone, also is believed to have had no figural sculpture whatsoever, some thing that may be the case even fo r the cloister of Vezelay. 84
As to the second spiritual level, although there were un questionably many complex works of art before Suger's pro gram, as a conscious response to the challenges of the cur rent controversy over art, one could not find a better example of an image that corresponds to this conception than Suger's Seven Gifts panel (Fig. 4) . Predicated on an elite learning that is the visual equivalent of scriptural study, it patently manifests the application of the reason or rationality of William's rational man, the use of the senses in conjunc tion with learning of Bernard's estimative method, and the However, while Suger claimed spiritual elitism as a justifica tion for that part of his art program to which he draws attention in his writings, the part that he leaves unmen tioned-the Charlemagne window and the Griffin windows 13 Centaur-monk, initial to bk. 23, Moralia inJob, Citeaux, ca. 1111, Bibliotheque Municipale, Dijon, 173, 56v (artwork in the public domain; photograph provided by the author) (Fig. 8) , for example-contradicts his claims in a way that would have been readily apparent to any discerning member of the spiritual elite.
And so the new art of St-Denis was in the peculiar position of being at once self-condemningly conservative with respect to monastic spirituality, at least according to certain monastic circles, and dynamically progressive in regard to artistic change, generally speaking. For the lasting importance of Suger's innovations would lie not in their justification of a monastic use of art but in what that justification entailed: the programmatic translation of the exegetical method from lit erature to visual art. Far more than merely the appearance of allegory or "symbolism" or exegesis in art in the narrow sense alone, this was nothing less than a new conceptual phase in the history of Western artistic culture. the chapel in which these two windows are installed-the only windows in the shallow chapel-on the feast days of Saints Jerome, Augustine, and Gregory, 87 the leading canon ized exegetes of the Western Church, who apparently were meant to respectively represent the three levels of exegesis: the literal, the allegorical, and the tropological? It is impos sible to say. What is certain is that there was something unusual going on in the artistic culture of St-Denis during the years of Suger's abbacy. In his shared role in inventing the exegetical stained-glass window, Suger was not specifically trying to create a new type of art. Rather, he was primarily responding to the current controversy over the use of art by monks-in particular, to the challenge that art acted as a spiritual distraction to the monk-in the way he thought most effective. And the way he thought most effective was to use exegesis in his claim of an art that, in its complexity and literary basis, was similar to scriptural study. This exegetical dynamic, whether narrowly or loosely construed, is found throughout his program: in the stained-glass windows, in the liturgical art, in the sculpture of the west portals, in the architecture, and perhaps even in the layout of the program itself. 88 And nowhere is the potential for originality and complexity of message more effectively demonstrated than in the panel of the Seven Gifts of the Holy Spirit (Fig. 4) . Taking Isaiah 11:1-3 as its starting point, the panel expounds on this passage through the thought of Hugh, elucidating the source, operation, and acquisition of the virtues by means of advanced learning. As a work of art that must be visually read and meditated on to be understood, it is meant to be intel ligible only through an application of the essentially literary methodology of exegesis. In all this, Suger asserted that his gilded copper and champleve enamel, ca. 1175-80. Musee de I'H6tei Sandelin, St-Omer (artwork in the public domain) art was accessible only to the litterati, only to the literate choir monk, conceiving of this relativistic claim in terms of the traditional spiritual dichotomy of the uninitiate layperson and the initiate monk. But a new spiritual hierarchy was becoming current within monastic and canonial culture, a three-level hierarchy that, however interpreted, relegated any primary role of the senses and imagery to no more than an intermediate level of spirituality. With justifications, percep tion is all, and, according to this widely recognized hierar chy-articulated by the most highly respected contemporary writers, of which Hugh himself was one-Suger's new art, including the Seven Gifts panel, was not perceived as being for the highest level of the spiritual elite.
However, even if certain segments of monastic and canonial culture may have interpreted Suger's claims differ ently than he intended, his use of exegesis in fact constituted the initial step in the construction of a new elite art. Yet it was not an art, as he thought, that was only for the literate choir monk. For the use of exegesis in religious art gradually came to be adopted in art that was for the increasingly better educated public as well. Certainly, in the immediate wake of Suger's program, the evidence suggests that works of art that were modeled on those of St-Denis at monastic or canonial foundations, places of the educated elite-for example, more or less directly, as in the crucifix pedestal from St-Bertin at St-Omer (ca. 1175-80; Figs. 15, 16 ), or indirectly, like the pulpit and later altar of Klosterneuburg (1181) -seem to have largely employed a relatively complex exegetical method. 8 9 At the same time, the works of art related to Suger's program that appeared in secular churches soon after Suger's program-such as the Tree of Jesse wind. ow of Early Gothic Chartres Cathedral (1145-55; Figs. 17, 3 )-are conceptually less demanding.9 o In other words, in the first decades after Suger's program, those works of art requiring a relatively high level of exegetical ability were apparently not yet seen as appropriate for secular churches with their lay audiences, while works with a less challenging exegetical component were. Even then, the earliest work related to St-Denis in a secular church is found in a cathedral, an institution with clergy better educated than in most other secular churches.
In time, however, such a distinction in complexity largely fell away, as some secular churches eventually began to em- ploy imagery with a strong exegetical grounding, even if less original and with a less complex visual syntax than Suger's Seven Gifts panel. One example is the well-known Good Samaritan window at High Gothic Chartres, commissioned by the shoemakers (1205-15; Fig. 18 ). 91 One wonders if such a window might initially, at least, have been presented to the interested public-especially to the donating group, partic ularly if taking the form of a religiously oriented confraternity or protoconfraternity-under the guidance of a cleric. But when seen in relation to some of the more straightforwardly patristically based works of art at St-Denis, with their claim to exclusivity founded on elite learning (like the Brazen Serpent panel) , it does seem that the specialized (not general) lay audience for such a window must have possessed some form of literacy because of the window's similarly straightforward exegetical basis.9 2 For the Good Samaritan window presents far more than the actual parable related by Christ in the Gospel of Luke (10:25-37) , the immediate interpretation of which Christ himself provides. Rather, the depiction at Char tres is fundamentally one that participates in a literary cul ture, requiring for its comprehension either literacy or oral guidance by one who is literate.
The parable from Luke relates how a traveler from Jerusa lem to Jericho was set upon by highwaymen, beaten, and robbed. A priest and a Levite passed by, offering no help. Then a Samaritan came along, bound the man's wounds, took him to an inn, and promised to return to him. At Chartres, the window first presents the story from the Gospel explicitly as told by Christ, who, holding a book himself, is shown relating the tale to those challenging him (Fig. 19) . That is, the biblical passage is given specifically as a biblical passage rather than simply as a biblical story per se. Then, the east end, with stained-glass windows, in 1144; Hugh died in 1141). 
Notes
This article is a pendant of sorts to "Inventing the Gothic Portal: Suger, Hugh of Saint Victor, and the Construction of a New Public Art at Saint-Denis,"
which recently appeared in Art History (33 [2010] : 568-95), the one dealing with the construction of a new public art at St-Denis and the other with a new elite art. I would like to express my deep gratitude to Teodora Bozhilova for her beautiful photographic work on the windows of St-Denis, which has contrib uted so much to this article. I would also like to thank Stuart Whatling for his generous proVIsIon of the fine images of Chartres through medievalart .org.uk, Scott Gilchrist for his generosity in regard to the general view of the windows of St-Denis, and the anonymous readers for The Art Bulletin for their very useful comments. 
